This article uses literary examples from English-language and French-language postwar fiction to elaborate a descriptive framework for representations of camp talk. The framework is based on four underlying semiotic strategies that produce a variety of surface textual effects (stylistic and pragmatic). The strategies are called Paradox, Inversion, Ludicrism and Parody. The effects they generate range from register play, through puns, to innuendo. The article argues that these effects contribute to the development of fictional representations of homosexual/gay/queer characters in postwar fiction and also to the elaboration of a gay critique of dominant cultural norms and practices. As such, the four strategies may also, it is suggested, underpin other (visual, gestural) semiotic regimes.
1 Introduction j'apprenais la langue et les rites de notre tribu [I learned the language and the rites of our tribe] (Tony Duvert, Interdit de Séjour, 1969, p. 8) This article offers an account of camp in language that is both descriptive and explanatory. The main focus is on camp talk in its literary representations, although the article seeks also to adumbrate links with other channels of semiotic practice, such as the visual and gestural. While others have sought to explore camp in filmic, literary or general cultural terms, 1 none has so far attempted to describe all camp practice as a semiotic phenomenon susceptible to detailed and comprehensive elucidation in a single framework. Nor have they focused on what is perhaps a key moment for camp's emergence in any situational context, that of verbal utterance. The work reported on here forms part of an ongoing research project into the functions of camp talk in the elaboration of contemporary gay identities 2 and, in particular, into the way these functions and identities are transformed in acts of interlingual translation. 3 First, I will sketch out the definitional problem of camp and then propose four underlying strategies to account for it -Paradox, Inversion, Ludicrism and Parody. These will then be exemplified from a wide range of postwar English-and French-language fictional representations of gay/queer characters' talk. 4 
Defining camp
A cursory glance at academic and popular views of camp reveals its enticement to multiply acts of definition. Camp's tactical outstripping of categories was evident in the judgements made on it by an array of British actors and comedians in a television programme called What a Performance! broadcast on Independent Television in Britain on 1 October 1997. 5 There, camp was said to be 'vulgar' yet 'subtle', 'sexually explicit' yet 'comfortable' and 'domestic'. In its devices, camp was deemed 'simplistic' yet 'clever', 'excessive' yet 'carefully timed and calculated'. Despite a 'shrieking exterior' its 'inner vulnerability' was obvious. It could be 'aggressive' and 'anarchic', while remaining fundamentally 'frivolous' and 'delicate' too. As regards its channels of expression, camp was a matter both of gesture ('strut', 'flounce') as well as spoken language ('with camp people, their words come out of their mouths unashamedly dressed in mink'). Above all, camp was 'effeminate', by which the commentators meant that it was based on a parody of women's behaviour ('an exaggerated feminine side -not like women are'). Throughout the television programme, there was an unchallenged assumption that camp was therefore the privileged site of the gay comic.
The popular views of camp expressed in What a Performance! share a key feature with the more informed explorations of straight-identified cultural commentators such as Sontag (1964) and Booth (1983) . These tend to bypass camp's potential for making political points at the expense of prevailing gender and sexual discourses, choosing instead to restrict camp to a category of aesthetic judgement. Thus, Sontag's camp dictum, 'it's good because it's awful' (Sontag, 1964: 292) , does not extend beyond the realm of cultural taste -despite the fact that homosexuals, the chief purveyors of camp taste, are said to have 'pinned their integration into society on promoting the aesthetic sense ' (1964: 290) . However, if one describes camp first and foremost as a critical interrogation by homosexuals of disjunctures between surface and identity in the gendered straight world, then it appears far from being either primarily an aesthetic category or a defensive strategy. On the contrary, camp makes use of an acute aesthetic sense as one of its deconstructive tools. When Sontag argues that camp is an essentially comic vision of the world, based on an element of underinvolvement in life (1964: 288) , she mistakes the means of camp (an element of comic detachment) for its end (an exposure of the fictions that encircle and entrap the homosexual). Furthermore, Sontag misses an opportunity to identify a crucial degree of agency on the part of the camp persona. When asserting that 'pure camp ' (1964: 282) should be naïve and unintentional, she ignores the fact that the homosexual, whether stand-up comic or ordinary 'queer in the street', is not only or even principally the naïve and unintentional object of someone else's gaze. In short, what is missing from Sontag's account is an intent-driven camp performer.
Gay theatrical manoeuvres
Since the late 1970s, self-identified gay critics have taken issue with the Sontagian depoliticization of camp and attempted, instead, to articulate its political stakes for gay men. 6 For example, Babuscio, a historian, argues that camp emerged as a gay response to contemporary society's penchant for 'a method of labeling [that] ensures that individual types become polarized' (Babuscio, 1993: 20-1) . Babuscio suggests four basic features to camp -irony, aestheticism, theatricality, humour -which are specifically developed to mock, dodge and deconstruct the multiple binarisms in our society that stem from the postulation of the categories natural/unnatural. Further:
If 'role' is defined as the appropriate behaviour associated with a given position in society, then gays do not conform to socially expected ways of behaving as men and women. Camp, by focusing on the outward appearances of role, implies that roles, and, in particular, sex roles, are superficial -a matter of style. (Babuscio, 1993: 24) If Babuscio recognized camp's political potential, 1990s queer theorists have found in camp a strategy consonant with the wider ontological challenge of 'queer' itself. Meyer (1994) claims that 'Camp embodies a specifically queer cultural critique ' (1994: 1) , where 'queerness' is seen 'as an oppositional stance not simply to essentialist formations of gay and lesbian identities, but to a much wider application of the depth model of identity ' (1994: 3). Camp's potential for making political points is illustrated by an event recorded in Lucas (1994) . Lucas recalls how members of the non-violent direct action group OutRage! assembled outside a London police station one evening in 1991 to protest about the status of 'sex criminal' that is given to gay people through discriminatory legislation. The event began with several protesters confessing that they had had illegal gay sex (e.g. with people under the age of consent) and handing themselves over to the police. According to Lucas, the presence of an opera house opposite the police station 'induced a fit of queening' (Lucas, 1994: 111) among the protestors, heightened still further by the arrival of several OutRage! supporters dressed as 'pretty policemen' -with make-up and feather boas to complement their uniforms -in a mocking reference to the practice of entrapment, whereby good-looking police officers are used to snare gay men into 'acts of gross indecency' in public toilets.
Lucas notes how this strategy placed the police in an impossible position: 'The more seriously the police reacted to the situation, and the more officiously they attempted to react, the camper the situation became ' (1994: 112) . In the end, the police could do nothing that would not contribute to the success of the protest and to the exposure of their own role as enforcers of legal discrimination. Lucas's use of this example is contextualized by the thesis that theatre and theatricality are closely bound up with gayness, its traditions, practices, identities and communities. By integrating ritual and theatricality into a history of gay community and identity, he suggests that parodies, campery and provocative militant zapping do not merely belong to an extremist wing of the gay movement, but form a key element of gay identity (1994: 189) .
In short, then, since the 1960s, whether in the straight tradition or in gayidentified work, commentary has stressed the link between camp and homosexual men. What is more, suggestions have been made recently by gay/queer critics that the link constitutes a difference that founds an aspect of gay identity and/or practice, binds homosexual men together subculturally and allows them to articulate a critique of hegemonic structures and values. Taking my cue from Lucas's broad semiotic approach, I would like to suggest the existence of underlying semiotic strategies by which camp signals its meanings. The four strategies I label Paradox, Inversion, Ludicrism and Parody. 7 These strategies are resources that can be drawn upon to produce the surface textual/visual effects I discuss below. Figure 1 presents the underlying strategies and the verbal features they generate. Note that Paradox, Inversion, Ludicrism and Parody do not themselves exist in language. Rather, they are orientations to language use that allow speakers to manipulate the potential of language systems and discourse contexts. 
A descriptive framework for verbal camp

Paradox
Verbal paradox has long enjoyed a central place in a repertoire of gay semiosis, largely through its association with the emblematic figure of Wilde. 8 In verbal paradox, two apparently contradictory notions or views are held simultaneously, suggesting the possibility of a more inclusive and complex 'truth'. The underlying strategy of Paradox sketched out here typically produces linguistic surfaces that embrace incongruities of register. 9 In camp, any mismatch of context to language or any juxtaposition of surface features of different registers within the same stretch of discourse is deemed deliberate and therefore meaning-bearing. It is this feature that contributes to the 'peculiar, unfathomable dialect' used by the strange island community in White's first novel Forgetting Elena (1973) . On this 'allegorized version of Fire Island' 10 (Bergman, 1999: 96) , 'Stark simplicity alternates with the most extreme indirection; bathroom humour unexpectedly gives way to supersubtle, virtually invisible wit' (White, 1973: 57) . Indeed, it is precisely those topics about which prevailing social mores preclude one from speaking in public -notably, sex -that are a frequent target of camp register play. This play both signals the difficulty and also sends it up. In Larry Kramer's Faggots (1978), a character (re)named 'Yootha' juxtaposes mockliterary and low registers to describe a sexual encounter with another man in a toilet: 'He immediately inquires, "how much?" I, not expecting such bountiful tidings, because I would have done him for free. . . I am saying "My pleasure"' (Kramer, 1978: 179) . Here there is a double incongruity: first, a disjuncture between the topic (sex in a toilet) and the predominant register, which is formal ('inquires') and mock literary and archaic ('I, not expecting such bountiful tidings'); second, a register hiatus within the discourse itself, with the abrupt appearance of the vulgar and unadorned 'done him for free' after the apparently secure establishment of the higher register. Note that the presence of the high register alone would not be motivated by Paradox, but might well signal the presence of Parody (see below).
The unresolved contradiction in moral stance that emerges from a cooccurrence of explicitness and covertness of lexical reference is also motivated by the strategy of Paradox. When linguistic encodings of flagrancy and delicacy are juxtaposed in this manner (often by one speaker in a single utterance or stretch of interaction), two opposing attitudinal positions towards sexual behaviour are suggested. Thus, in a conversation between ex-lovers Prior and Belize in Tony Kushner's play Angels in America (Act Two, Scene Five) we find explicit references to penile erection ('I get hard', 'your boner') alongside carefully maintained allusiveness: PRIOR: . . . you know I am slow to rise. BELIZE: My jaw aches at the memory. (Kushner, 1992: 44) identified characters in this dialogue are co-constructing the juxtaposition of explicitness and covertness. Their co-ordination of the shift from one to the other acts as a badge of their personal and subcultural solidarity. Finally, it is often the case that allusions to 'high culture' are motivated by Paradox. Camp characters like to describe their experiences -particularly the mundane or seedy -with reference to the culturally enshrined values of great art. Opera, with its vocabulary of grand gesture and highly wrought emotional display, is a favourite source of allusion. The disjuncture that is thereby opened up between the cultivated shabbiness of a queen and the tragi-comic status of the stage hero or heroine requires the addressee (and reader) simultaneously to hold two apparently incompatible models of experience. For example, in Paul Bailey's Trespasses (1970) , the camp queen Bernard stages his account of a queer-bashing in the following manner:
it was the first time I'd been thoroughly molested in two years. He merely left me winded, if a trifle bruised. I faked it up, as I so amusingly related, with a selection of my best operatic screams, and he flew out of here long before the grievous bodily harm stage was reached. (Bailey, 1970: 25, my italics) One might interpret this apparently trivializing account as evidence of a psychological survival tactic. In fact, Bernard is telling the story to sympathetic heterosexual addressees, whose expressions of shock and support he actually distances himself from. It is as if he thereby disarms and critiques an entire affective complex in which violence and sympathy, discrimination and commiseration systemically maintain one another. 11
Inversion
If Paradox simultaneously holds together contradictory meanings and values, the strategy of Inversion is predicated on the reversal of an expected order of or relation between signs. Perhaps the clearest surface evidence of Inversion is provided by two of the defining devices of camp, namely, the reversal of gendered proper names and the reversal of grammatical gender markers that usage conventionally distributes according to the binary category of biological sex. The effects are multiple: first, flagrantly to confirm the worst fears of heterosexual prejudice against gay men, i.e. that they inhabit an interzone of gender confusion; second, to challenge the linguistic and social order that projects the gender distinction as unmarked and immutable. If the domain of gendered proper names operates comparably across languages, that of gendered grammatical markers functions differently between distinct language systems. For example, in English possessive determiners agree with the gender of the possessor of the object. Thus, one of John Rechy's queens in City of Night (1963) is able to note of the transvestite Esmerelda Drake III: 'Actually,. . . her real name was Gregory' (Rechy, 1963: 190, my italics) . In
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Language and Literature 2000 9(3) contrast, the French system of possessive determiners requires agreement with the gender of the object possessed (made possible by the fact that all nouns have gender in French), blocking the potential for this grammatical category to function camply. However, the French systemic requirement to agree qualitative adjectives with the relevant nouns or pronouns affords camp Inversion large scope to obtain its effects. A speaker who identifies as feminine will thus inflect adjectives relating to her in their feminine form. This means that a speaker can produce herself as feminine -in defiance of the expectations of addressees and third parties -by simple virtue of the resource of inflection. Here is an extract from a conversation between two homosexuals in Duvert's Interdit de Séjour (1969) . The first speaker is a young queen; the second is an older homosexual embarrassed by the other's use of Inversion. (I maintain the spacing and absence of punctuation of the original text.) je suis pas si vieille pas si vieux t'es pas si vieux répète je suis pas si vieux si vieux ou alors tu les prends toutes gamines toi gamin écoute arrête de parler au féminin (Duvert, 1969: 130) [I am not so old-feminine not so old-masculine you're not so old-masculine repeat am I not so oldmasculine so old-masculine or else you take them all young-feminine you young-masculine listen stop talking in the feminine] A translation that was not able to point up the crucial factor of gendered adjectival agreement would have to resort to other means to make sense of the final metalinguistic comment. 12 A good example of the way reversal of gendered names can combine with other camp traits driven by the strategy of Inversion is provided by the following passage from Quentin Crisp's autobiographical text The Naked Civil Servant (1968). After being arrested for soliciting, Crisp's narrator recalls how a male friend ('Lizzie') addressed a mock warning to him:
A young man called Bermondsey Lizzie had once said, 'You'll get years one of these days, girl, but you'll tell them everything won't you? -when you come up for trial, I mean. I'll never forgive you if you don't.' (Crisp, 1968: 168, my italics)
The name 'Lizzie' and the vocative 'girl' are clear examples of gender reversal. However, reversal of expected rhetorical routines is also apparent in the last clause, where 'if you don't' is the dispreferred conclusion to the sentence beginning 'I'll never forgive you'. The preferred (in the sense of unmarked and predictable) conclusion would have been 'if you do', its preferred status depending upon the established value system that requires one should not betray one's friends. Thus, this reversal of rhetorical routine reveals itself to be based upon another, that of the established value system. The way in which three layers of reversal are present in this last example (gendered terms, rhetorical routines, value system) underlines a key aspect of Inversion as a strategy. Once Inversion is allowed to enter a system, it can have repercussions throughout the other systems with which it is linked. If left to proliferate, Inversion would turn the entire semiotic universe of the dominant culture on its head. Indeed, we see such quasi-universal consequences of Inversion in extreme fictional worlds such as that of Jean Genet (e.g. Notre-Dame des Fleurs [1948] ), where the attribution of female names to male speakers is at one end of a spectrum which has at its other pole the sacred elevation of the abject and the eroticization of betrayal and treason. 13
Ludicrism
Ludicrism groups together linguistic features that are all determined by a playful attitude to language form and meaning. The ludicrist is a speaker who not only delights in intentionally exploiting the proliferating possibilities of the signifier/signified relationship, but also opens himself or herself -passively, we might say -to the processes of instability, indeterminacy and multiplication (of senses and sounds) that are inherent in language.
For this strategy I draw heavily on Lecercle's (1990) description of a language 'remainder' subverting a conception of language as system and coherence. The 'remainder' is conceived of as both present in the conscious games that speakers play (e.g. puns) as well as inherent in the way linguistic constraints and indeterminacies lead speakers to say things that they do not fully control (Lecercle, 1990 : see, for example, 4-5, 51-2, 58-9 et passim). 'Ludicrism' 14 covers many of the games Lecercle includes in the remainder. Such games constitute being 'naughty with language, which means both disruptive and childish ' (1990: 56) and drawing upon 'the secret life of words, etymologies true and false, onomatopoeias and tropes of all description ' (1990: 57) . 15 Ludicrism is not, of course, exclusive to camp. What is more, not all ludicrist devices feature typically in camp. However, some devices do accrue to the language of camp speakers with notable regularity -and, more important, are made to do specifically subversive sexual-political work. I divide these into two groups: heightened language awareness (usually through implicit or explicit metalinguistic commentary) and pragmatic force.
Heightened language awareness
Under the strategy of Inversion we saw how female names could be appropriated by speakers supposed biologically male. In camp, the interest in naming extends beyond such reversals to generate motivated naming practices. These practices, whereby a name has meaning and this meaning is linked to a defining property of the carrier, resembles in some respects the more general practice of nicknaming. Like camp naming, nicknaming
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Language and Literature 2000 9(3) will often use the carrier's physical characteristics and/or behaviour as a shorthand for identification as well as a way to create a bond between speakers in the act of referring to a third party. However, camp naming practice is distinct both in its range of reference and in its qualities of explicitness, theatricality and self-directed irony. Thus, a camp name will usually enact a reference to physical characteristics and behaviour only when relevant to sexual/gender identity and sexual proclivities. The reference may even be grossly explicit and thereby flout taboo by its very enunciation. The camp name is often also a very public phenomenon (constrasting with those in-group names that remain obscure to outsiders) and is chosen precisely in order to be decoded in, and have an impact on, the public arena. Indeed, in the case of drag performance, camp names are quite literally stage names. This theatricality often has formal consequences in that, far from being a shorthand, the names are long and complex. Finally, it is also important to note that many camp speakers use such names for themselves, however demeaning they may appear. These terms, in other words, are not primarily restricted to derogatory third-person reference. The irony that a speaker generates through the use of such a 'handle' serves to emphasize the general camp preoccupation with role and persona in contrast to a depth model of selfhood.
It is interesting to note that such practice is not an exclusively modern trait of queer language play. The anonymous author of The Phoenix of Sodom (1813) reports with distaste on the renaming practices that were characteristic in the mollie houses of the early 19th century, where homosexual men met to carouse and have sex. 16 Rechy's latter-day queens and transvestites in City of Night (1963) (1969: 202-3) , revealing how camp names tend to be motivated by sexual behaviour (usually promiscuity or specialized proclivities), physical characteristics, or affective experience (usually emphasizing the tragi-comic and ephemeral nature of sexual passion).
The strategy of Ludicrism also gives rise to puns and word-play. An example of an outrageously successful pun is provided by gay actor Kenneth Williams in the famous last line of the film Carry on Cleo (1964, directed by Gerald Thomas): 'Infamy! Infamy! They've all got it in for me'. Here, a single lexical item with three syllables ('infamy': note, from a high register) is reanalysed as the particle cluster -adverb + preposition ('in for') -of an idiom ('have [got] it in for': from a lower register) together with a necessary indirect object ('me'). The outcome of this re-analysis is that the addressee or audience is required to recast the syntagm retrospectively. So it appears (implausibly, and hence funnily) that the string of phonemes heard as 'infamy' had in fact all along been the last three words of the sentence 'They've all got it in for me'. A pun, then, can be defined more technically as the co-presence of two meanings entailed by the grammatical reanalysis of (part of) a syntagm with retrospective effect. While puns are clearly not restricted to the representation of homosexual male characters in fiction (Williams camped it up in Carry on Cleo as an implausibly predatory heterosexual Roman emperor), they function significantly in some cases to signal the marginal position the homosexual occupies with regard to the hegemonic social semiotic. In this respect, Yves Navarre's novel Le Jardin d'Acclimatation (1980) is a crucial text. 17 The hero of Le Jardin d'Acclimatation, Bertrand Prouillan, is a gay man whose past verbal skills are remembered and contrasted with his aphasic present. Recollections of Bertrand's playful and dangerous speech style are filtered in piecemeal fashion through the narratives of the other members of his family (mainly his two older brothers and his older sister). This is a clever novelistic device that in itself enacts the heterosexual hegemony of the semiotic system. As the novel progresses, Bertrand's aphasia is revealed to be the consequence of a failed lobotomy, an operation forced on the young man by his father who was keen to 'remove' the homosexuality from the boy's brain in order to safeguard his own chances of a ministerial career. In the contrast between Bertrand's past verbal dexterity and his present inability to articulate even the simplest verbal command the novel develops its militant anger.
Bertrand's verbal style before the catastrophe was cunning, subversive and dangerous: to borrow Lecercle's term again, he revelled in irruptions of the 'remainder'. Language appears to speak rather than be spoken in an utterance by Bertrand such as 'il n'y a de beau et de bon dans le bonheur que le heurt ' (1980: 269) [the only thing that is beautiful and good ('bon') in happiness ('le bonheur') is the clash ('le heurt')]. The critical distance Bertrand maintained from the language code allowed him to wield it as a weapon, in particular to comment upon the encodings of sex, romance and intimacy of hetero-patriarchy. For example, his sister Claire remembers having liked a love song which Bertrand mocked for being 'romantale et sentimentique' [romantal and sentimentic] (1980: 234, my italics), underlining thereby the interchangeability of those notions with regard to the products of hetero-popular culture. This particular word game has an interesting history in Navarre's oeuvre, one which links it directly to a gay semiotic. Le Jardin d'Acclimatation was published in 1980, four years after the collection Théâtre II (1976) , in which the play Les Dernières Clientes appeared. This play, unlike the novel, presents a group of socialized gay men who are all familiar with the style of verbal camp. 'Vicky', the main character, is described by Navarre as 'un peu efféminé' [a little effeminate], an effeminacy which is realized principally through camp linguistic devices. Here Vicky reflects on the
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Language and Literature 2000 9(3) importance he accords to music: VICKY: J'aime Mozart pour moi tout seul. Silence. C'est mon côté romantal et sentimentique. (Navarre, 1976: 146) [VICKY: I love Mozart for me alone.
Silence.
It's my romantal and sentimentic side.]
In the play the character uses the expression ironically about himself; in the novel the expression is used to criticize the taste of a young girl. However, in both it is used to signal the speaker's critical otherness, a queer take on dominant norms.
Pragmatic force
Ludicrism cannot be accounted for by linguistic and stylistic features alone. Pragmatics is necessary to explain other features it generates. 18 A key feature of Ludicrism which relies on pragmatic force to achieve its communicative goals is double entendre. If puns and double entendres share the central feature of the co-presence of two meanings, they are significantly different with regard to content and mode of operation. While the meanings invoked in puns are not restricted to any particular domain, the double entendre is always exclusively sexual. More crucially, double entendres depend on a decoding of an implicit meaning behind the utterance. In other words, through the double entendre the speaker can intentionally say something sexually explosive while appearing to say something unremarkable. This effect does not depend on the exploitation of homophony or on the reanalysis of the syntagm as with a pun. A double entendre, in short, is the outcome of attributing a second sexual meaning to overt utterance meaning.
Camp characters with a taste for double entendre often like to accumulate examples, thereby transforming a stretch of discourse into a terrain of slippery and obscene meanings. 19 On his first appearance in the novel Trespasses (Bailey, 1970) , Bernard uses double entendres to unsettle the narrator, Ralph, and to establish a gay identity. It is unlikely that a heterosexual male character would be introduced with utterances such as 'I'm used to rough handling' (Bailey, 1970: 17) on shaking hands with another (heterosexual) male. Bernard then invites Ralph and his fiancée from the hallway into the main room with the remark: 'Anyway, my loves, let's not linger in this chilly hallway. Follow me. Mind your head on the chandelier, Ralph -it hangs low, like all the best things' (pp. 17-18, my italics). We might go further in the analysis. By grafting a sexual meaning onto an apparently innocuous remark, double entendre allows a camp speaker to make an addressee 'produce' the taboo meaning. This 'trapping' of the other into the production of the event desired by the queer subject -a kind of homosexual seduction -is central to the sexual-political operations of Ludicrism. Thus, when the applause has subsided and British gay comic Julian Clary declares to his public 'I do like a warm hand on my entrance', the meaning of manual-anal stimulation is decoded by the audience (who invariably laugh) without it being possible to impute to Clary the intention of being obscene. Unlike earlier generations of popular comics, Clary is notable for using such devices from an out-gay subject position and as a deliberate ploy to unsettle his largely heterosexual audience.
The introduction of a pragmatic approach suggests an interactive and contextually bound aspect to the description so far elaborated, one which dynamizes the framework. A device which shares many pragmatic characteristics with the double entendre is the innuendo. It could therefore also be described under the strategy of Ludicrism. For reasons that will become clear, however, I will treat it under Parody. Pragmatics will continue to be useful as we turn to this final strategy.
Parody
Of all four strategies, Parody most clearly applies to both verbal and non-verbal semiotic regimes. It is also arguably the most crucial for camp practice. Indeed, Butler has noted the relevance of Parody to critiques of sexual difference: 'gay is to straight not as copy is to original, but, rather, as copy is to copy. The parodic repetition of "the original". . . reveals the original to be nothing other than a parody of the idea of the natural and the original' (Butler, 1990: 31) .
Following Hutcheon, I define Parody as 'an extended repetition with critical difference' (Hutcheon, 1985: 7) . The key aspect of 'critical difference' points to the factor of exaggeration commonly cited in discussions of Parody (e.g. Preminger, 1974) . Exaggeration is the key means by which the criticism of the original text's processes is achieved. The nature of what is exaggerated in Parody requires elucidating. In their discussion of the concepts of 'echoic mention' and 'echoic interpretation', Wilson and Sperber (1996) stress how Parody works principally on salient and identifiable formal features of text (i.e. not on underlying propositions): 'parody is to direct quotation what irony is to indirect quotation: both involve an echoic allusion and dissociative attitude, but in parody the echo is primarily of linguistic form; in irony. . . it is of content' (Wilson and Sperber, 1996: 267) . The reference to 'direct quotation' helps us to conceive of Parody as a pseudo-direct quote whose bogus nature (and putative source) is flagged up by the speaker in order to highlight the intention of a critical strategy.
Understanding the textual nature of Parody requires us first to identify which original text (verbal, visual or behavioural) is being targeted. Two key 'source texts' for camp can be glossed as aristocratic mannerism and femininity. of refinement is merely the contemporary avatar of a longer tradition that reaches back into the class politics of pre-modern Europe. King (1994) has argued that one can trace a historical connection between the appearance of camp behaviour in homosexual subcultures in early 18th-century urban England and the newly established bourgeois economic and political hegemony. He suggests that homosexual subcultures deliberately challenged the emerging model of selfhood posited by the middle classes. In doing so, the marginalized homosexual harked back to earlier, aristocratic models of the self as multiple and shifting: 'The early modern origins of English Camp may actually have been well-informed political practices deploying the surfaces of the body oppositionally against the accruing bourgeois capacity for shaping and controlling the subject through his or her interiority' (King, 1994: 24) . The queer rescuing of the body/surface from the historical wastebin -and its imbuing with political value -achieved at one and the same time, then, an act of Parody (of the declining aristocracy) and an oppositional stance (vis-a-vis the ascendant bourgeoisie).
I would like to suggest that, alongside gesture, posture and appearance, camp has recouped the use of French, the lingua franca of the European aristocracy in the early modern period. In this respect, young William Beckwith and ageing Charles Nantwich in Hollinghurst's The Swimming-Pool Library (1988) are interesting. Both are of aristocratic descent as well as homosexual. The dual influence of aristocratic moeurs and contemporary gay camp probably accounts for the frequency with which French appears in their speech. For example, when Charles guides William around his house he notes: 'This is the salle à manger. . . As you can see that slut Lewis never bothers to dust in here, because I haven't actually mangé in it for years' (Hollinghurst, 1988: 75) . He then shows him the remains of a figurative Roman mosaic in the basement of his home and tries to make out the picture: '. . . these are little fishes, évidemment; and here are these young boys going swimming ' (1988: 80) . Then the homoerotic wall paintings are described: 'Quite amusing, n'est-ce pas? ' (1988: 80) . Later, when Will recounts the visit to his friend James, he remarks: 'He has a Roman mosaic in the cellar and there are rather awful decorations of Romans with great big willies, Tom of Finland avant la lettre. . . ' (1988: 85) .
While the possible dual motivation for French in such examples might provide support for Sinfield's argument that it is sometimes hard 'to tell whether certain establishment mannerisms signal queerness or not' (Sinfield, 1994: 137) , the full parodic force of camp French is clearly present in many other fictional utterances. In Rechy's City of Night (1963) , for example, a decidedly non-aristocratic queen squeals 'My chapeau!' (Rechy, 1963: 112) when accidentally knocking off his hat in a gay bar.
Femininity
In his history of 'effeminacy' as a signifier for a range of shifting historically contingent signifieds, Sinfield (1994) has argued that it took
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Language and Literature 2000 9(3) the increasing solidification of the binary gender system from the 18th century onwards to make necessary the view that effeminacy signified/symptomized same-sex activity (Sinfield, 1994: 44-5) . The postwar fictional texts examined in this article emerged after the moment at which, according to Sinfield, the hitching together of the 'effeminate' and the 'homosexual' became settled (i.e. ideologically invisible). The contemporary representation of queer characters as effeminate is therefore unproblematically 'readable' for gay and non-gay readers alike.
The Parody of (an idea of) femininity in camp produces a set of surface features which diverge from the supposed male verbal norm. 21 These features can be grouped into two sets: the first set exploits the pragmatic resource of politeness phenomena and is best represented by innuendo; the second set elaborates an emphatic style of utterance, and includes hyperbole, exclamation and the marked frequency of vocative terms. Each of the features is realized through specific means, but all also draw upon the following set of typographic devices in their literary representations: italics, upper-case letters, exclamation marks, punctuation marks (em dash, suspension marks, colon, etc.). The most interesting of the two sets of features is probably that which exploits politeness phenomena. It is this set which gives rise to the idea that the Parody of femininity involves, above all, the representation of women as waspish and always ready to 'do the dirt' on one another. Crisp characterizes the conversation of his queer London circle of acquaintances as 'a lot of stylized cattiness . . . a formal game of innuendoes about other people being older than they said, about their teeth being false and their hair being a wig. Such conversation was thought to be smart and very feminine ' (Crisp, 1968: 29, my italics) .
Like double entendre, innuendo operates at the level of utterance. In another similarity, innuendo functions pragmatically in a very 'hands-off' manner, with the speaker's lack of explicitness about illocutionary force obliging the addressee or audience to infer meaning and therefore take responsibility for it. Unlike double entendre, though, innuendo is not principally defined by sexual content. Its chief defining characteristic is that it constitutes a depreciatory comment about the addressee in an indirect and allusive manner. Following Brown and Levinson (1987) , I find the notion of the face-threat useful here. According to their theory of politeness, all speakers have both negative and positive face-wants which they strive mutually to respect in interaction. Negative face-wants are based upon a desire not to be restricted in one's freedom of action. Positive face-wants, in contrast, are based upon the desire to be appreciated and approved of (Brown and Levinson, 1987: 59-64) . Face-threats occur when these wants are not attended to.
In these terms, innuendo can be classified as a threat to the addressee's positive face-wants through an off-record strategy (1987: 59, 211-13) . Let us return to a conversation from City of Night. Chick and Jamey are described respectively by Rechy's narrator as 'a caricature of Mae West' and 'effeminate. . . a slightly masculine cowgirl' (Rechy, 1963: 188-9) . In the following scene, they are in a gay bar (the 'Splendide') telling the story of the old queen Esmerelda Drake III:
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Language and Literature 2000 9(3) 'Actually', says Chick, 'her real name was Gregory -Gregory Drake -and she came from A Fabulously Rich Family -the Drakes -and she was The Third -' 'And the last -' 'Yes, it's sad. She was the only man left in the family -and, honey, she was queerer than I am', said Chick. 'Impossible!' said Jamey, throwing up his hands, this time completely knocking the cowboy hat off. 'My chapeau!' he squealed; goes on: 'No onenot even the dead queen who got buried in drag -is that queer!' 'Shut your hole, Mae, youre swishing so much youre going to make a hurricane -not that a breeze wouldnt be welcome in this place. ' (John Rechy, 1963: 191) There are several points of interest here. Chick's paradoxical claiming of queerness for himself ('honey, she was queerer than I am') combined with (apparent) hostility when this is confirmed and intensified by Jamey ('No one. . . is that queer'), indicates the presence of a subcultural rule which seems to run: 'You can claim the stigmatized identity for yourself but cannot impute it to others without flouting politeness'. Jamey's face-threat is of course deeply ambivalent. At the very moment at which he insults Chick, he multiplies the signifiers of his own queerness: in gesture ('throwing up his hands') and in language (the exclamation 'My chapeau!' uses French and is delivered with an unmanly voice quality, 'squealed'; the exaggerated stress on 'that'). The conversation is now primed for Chick's response. Indeed, I suggest that Jamey's face-threat was designed principally to encourage such a response. This begins with a threat to Jamey's negative face employing a bald on-record strategy (i.e. an order: see Brown and Levinson, 1987: 65-6, 69) . This order ('Shut your hole') feminizes Jamey with a vocative use of the name 'Mae'. Then at last comes the depreciatory allusion, like the one-line climax of a comedy routine: 'youre swishing so much youre going to make a hurricane'. The means employed here are indirect and quasi-metonymic, drawing attention to the imagined and exaggerated outcome ('hurricane') of the body's uncontrolled gestures ('swishing') rather than making explicit mention of effeminacy. This example is typical of the way in which the conventions of politeness phenomena are enlisted in the camp put-down to construct what I have called ambivalent solidarity (Harvey, 1998: 301-3) . Ambivalent solidarity is a feature of camp interaction in which speaker and addressee paradoxically bond through the mechanism of the face-threat. Specifically, the speaker threatens the addressee's face in the very area of their shared subcultural difference (here, queer subcultural identity and practice). Consequently, the face-threat, while effectively targeting the addressee, equally highlights the speaker's vulnerability to the same threat. This reciprocity of vulnerability explains how such threats are often cooperatively set up and managed, developing into a rhetorical routine. As White notes, the repartee of queens constitutes not so much a nasty exchange of insults as a 'sort of folk wisdom' (White, 1988: 42) . This analysis suggests that the conventions of politeness are not so much being employed here as cited and commented upon. In other words, politeness as a system is an object of camp. Camp uses politeness only to expose its mechanisms and assumptions. 22 Of the set of features that elaborates the emphatic style of camp, two (hyperbole and exclamation) parody a stereotype of femininity that is effusive and buffeted by extreme affective states -not the site, in other words, of the putative calm rationality of maleness. Quentin Crisp gives his emphatic style a precise genesis in a woman called Mrs Longhurst whom he knew as a child: 'This woman did not fly to extremes; she lived there. I also became an adept at this mode of talk and, with the passing of the years, came to speak in this way unconsciously' (Crisp, 1968: 24) . Henley confirms the link between emphatics and effeminacy in his recommendations for The Butch Manual: 23 'No. . . overachieving irrelevant modifiers in conversation. We are not interested in wading around in exclamation points' (quoted in Humphries, 1985: 79) . Hyperbole encompasses here a continuum of devices from exaggerated (but not impossible) expressions of feeling and accounts of fact to the utterance of absurd, non-truthful propositions. Thus, while The Professor (also known as 'Tante Goulu') in City of Night simply overdoes his praise for New York's taxis in the marked adjectival collocation 'glorious system of cabs', he goes beyond the bounds of the factually possible when he declares that he has been in his hospital bed for 'an Eternity' (Rechy, 1963: 59) . It is interesting to note that the repeated use of hyperbole tends eventually to work against its original, immediate function of investing an utterance with strong speaker feeling. After a while, the device becomes an affectation that actually suggests an ironic distance from the underlying propositions, as so frequently happens in camp.
This stylistic law of diminishing returns is equally true of exclamation. Exclamation is realized variously by the presence of exclamation marks and sublexical interjections ('oh') and is often (though not exclusively) realized in moodless clauses. As well as expressing the intensity of speaker reaction (exclamations are identified as 'feminine' because they are essentially reactive), they can also function as theatrical asides contributing to the impression that the speaker is commenting upon a situation to himself/herself as if he/she were simultaneously participant and audience. This again opens up a space in which critical distance becomes possible. In this connection, note how in the following examples -again with The Professor -the formal devices of exclamation combine with parentheses: 'Larry knows my subtlest moods, my changing (oh, so changing!) tastes' (Rechy, 1963: 59) ; 'I am all love, my dear boy -every inch (and there are, oh, so many!), every thought, every sigh -all Love ' (1963: 60) . In this last example, a trace of the third feature of emphatics is also present: the vocative. The high incidence of vocatives often combines with exclamation and creates a verbal style that is addressee-oriented and gossipy. Through this style the parodic female powerfully draws in her interlocutor in a kind of discoursal intimacy that is as brittle as it is shrill. Notice, for example, how Sherman, a character in Wilson's Hemlock and After (1952) , greets the hero and his new boyfriend -appropriately -at the interval of a play: '"Bernard my dear, Heaven!"
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Language and Literature 2000 9(3) Sherman's speech had not changed for twenty-five years. "And with such beauty, double Heaven! Don't be cagey, dear, introduce!" ' (Wilson, 1952: 89) . Sherman's flurry of hyperbole, exclamations and gossipy vocatives here sets the tone for an exchange of acidic intimacy, during which the group of homosexuals (two of whom have been lovers of a third) establish a subcultural bond that, far from excluding in-group tensions, seems actually to be founded upon them. 24 In sum, Parody has emerged as one of the most complex strategies in camp. Not only does it draw on several textual sources, but its surface features require interpretation in detailed pragmatic terms. Further, the devices of politeness are consciously used and exploited in camp banter in order to elaborate the texture of ambivalent solidarity, a key feature of the interactive style of queer speakers.
Conclusion
In this article I have attempted to elaborate a framework for describing gay camp that might prove useful across semiotic channels. My chief focus has been on verbal manifestations, but I contend that the four semiotic strategies described link the verbal, gestural and visual surface features of camp. I do not maintain, however, that the surface linguistic features I have isolated exhaust the repertoire. Indeed, as I conceive of it the descriptive framework is fundamentally openended; each of the underlying semiotic strategies is a resource that may stimulate many more surface features. It is worth noting also that I am not suggesting that camp is the only semiotic style that draws on these resources. Clearly, Paradox, Inversion, Ludicrism and Parody may feed into all manner of registers and styles. I would contend, however, that their specific grouping and frequency of occurrence is what makes camp recognizable and distinct.
I argued above that the tradition of a political reading of camp by gay commentators has encouraged a positive view of it as both distinctive and powerful. In this tradition, Lee Edelman (1993) has written a persuasive defence of a different style of AIDS and queer activism, one which promotes the camp values of effeminacy and narcissism in the face of the macho posturings of some queer activists. Reminding us of the material conditions of the Stonewall riot, he notes:
The drag queen striking the cop with her purse to defend the dignity of her narcissism before the punitive gaze of the law remains a potent image of the unexpected ways in which activism can be embodied when the dominant notions of subjectivity are challenged rather than appropriated. (Edelman, 1993: 31) However, there have long been those in the gay community who lambast camp for reinforcing existing gender divisions and prejudice. Thus, Penelope and Wolfe (1979: 10, cited in Jacobs, 1996: 62) castigate the use of derogatory terms for women in the camp put-down because it endorses 'the politics of patriarchy'.
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Similarly, the French feminist writer Hélène Cixous, while acknowledging that a queen's 'mascarade' dramatizes a 'disturbance within masculinity' (Cixous, 1979: 76) , declares that from a feminist perspective 'woman's most important problem is to stop being forced into this kind of mascarade ' (1979: 77) . In short, then, camp is a site of vigorous tensions and contestations within gay discourses, with the issue of its political efficacy remaining far from settled. Consequently, it needs to be acknowledged that while some might accept the basic outline of my description, others will question the political interpretation that I attach to it. The issue of the evaluation of camp can be distinguished, however, from possible applications of the framework. My own intercultural work in translation studies involves assessing its usefulness in the description and criticism of translated texts. This is already indicating the possibility of linking the textual product of a given translation to the socio-cultural and literary context that produced it. 25 But many other uses of the framework could be found in queer and gay/lesbian studies: in particular, in the study of queer performance practice, film, fashion, etc. Indeed, if it is true, as Medhurst has famously declared, that 'postmodernism is only heterosexuals catching up with camp' (Medhurst, 1990; see also 1991: 207) , then this framework could have a still wider application as a descriptive and explanatory aid for a whole range of key processes at work in contemporary hegemonic, as well as oppositional, culture. It might even help to show the mechanisms by which the dominant culture is now feeding off (and, in its turn, appropriating) queer subculture.
Notes
1 For example, Babuscio (1993) on Hollywood camp, Bristow (1995) on Ronald Firbank, Ross (1989) on postwar consumerism. 2 As such I offer this article as a contribution to the emerging work in 'lavender linguistics'. For examples of recent work on lesbian and gay languages/language use, see Leap (1995 Leap ( , 1996 ; Livia and Hall (1997) ; Harvey and Shalom (1997: especially 13-15, 60-82, 204-21) . 3 See Harvey (1998) for a preliminary account of this work. 4 For the purposes of this article I am deliberately simplifying my account of identity categories such as 'gay' and 'queer'. As a result, these terms will be used in a loosely interchangeable manner throughout. At this stage of the description such a simplification is a methodological necessity while the framework for the textual phenomenon of camp is worked out. 5 See also the article on the programme in the Radio Times, 27 September-3 October 1997, p. 7. 6 For example, Dyer (1977) , Babuscio (1993) . Also, see Walter (1980) and Kirk and Heath (1984) for political accounts of 'hairy drag' in the 1970s. More recent, queer-inflected work can be found in Sinfield (1994) and Van Leer (1995) . 7 It is important to note that there are crucial distinctions between Babuscio's four 'features' (mentioned above) and the four semiotic strategies I elaborate here. These four strategies are conceived of as resources which generate diverse surface features. Babuscio's categories, in contrast, tend to be effects rather than causes of camp force. Thus, his 'humour' and 'irony' can be consequences of any and every one of the four strategies I propose. Also, 'aestheticism' -defined by Babuscio as 'performance rather than existence ' (1993: 23) -covers diverse surface phenomena critiquing the binarism 'appearance/real' without precisely identifying the triggers for sign-making/manipulation that underpin them. In other words, aestheticism may variously depend on the workings of Parody, Inversion and Ludicrism, as I describe them here. It is also worth noting that Babuscio has nothing to say about verbal camp.
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Language and Literature 2000 9(3) 24 Woods (1998: 295-7 , 300-1) also suggests that Wilson defends his camp homosexuals by portraying their register as a signal of emerging community solidarity. 25 How, for example, do prevailing evaluations of camp practice in a given (sub)culture affect the surface outcomes of the underlying strategies indicated? How do these inflect the translations of these texts into particular literary and cultural contexts? See Harvey (forthcoming) for a more detailed discussion of these questions.
